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The Meaning of Symmetry
S. K. Heninger
Universily of British Colombia
(An Add ress Delivered 10 the 1979 Meeting of the
Roc ky Mounta in Medieva l and Renaissance Association)

" Symm etry" is one of those perdu ra ble terms that keeps turning up in criticism,
but which doesn't seem to have any precise meaning. It 's a nice word, and rather
like " nice" itself, it indicates a general se nse of approval , but not much more. A
symmetrical work tends to be a pl easing work, but the conditions for symmetry or
its particular effects on the viewer are left vague. Perhaps that's why critics are so
fond of the term : "symmetry" can mean anything they want it to mean , rather
like words in Alice 's Wonderland. But at certain times in the history of esthetics,
symmetry has been an extreme ly important concept with a quite precise meaning.
And I think it still can be a useful term in critical analysis, especially in the sort of
analysis performed by structuralists. Therefore I'd like to take a closer look at it.
Symmetry has been an esthe tic cr ite rion since the dawn of our cultural history,
and it occurs in criticism of a ll the arts. It may be adapted to accomodate the
various med ia in which the arts are expressed, so that symmetry in architecture is
usually called "proportion;" in pa inting and sculpture it's often called "composition ;" in music, " harmony;" in literature, "form" or " structure." Specifically
in poetry , symmetry can be expressed in metr ical structure. But each of these is
an example of symme try made appropriate to the genera l media that distinguish
one of the fine arts from another. To use the terminology of the structuralists,
symmetry is a deep structure which can be made manifest in any number of surface
structures, such as churches, paintings, statues, fugues, or poems.
To make a start with the meaning of the term , its etymology reveals a n origin
in two Greek words : syn, meaning "wi t h, " a nd metron, meani ng " measure." So
"symmetry " literally means "hav ing measure." In its broadest definition, it implies
that an item has determinate limits and two or mo re id ent ifiabl e parts that fi t within t hese limits. Symmet ry, then , has to do wit h recog ni zing the component elements in a work of art and discovering their inte rrelationships. It shows how par ts
fit together to make a whole.
The emphasis, however, is not upon the total it y, but rather upon the relat ion
of part to part and the relat io n betw een each part and the whole . Symmetr y recognizes the multeity in unity . Th e mean ing that symme try genera tes in any part icu lar work of art, therefore, wil l der ive from th ese re lat io nships among the component parts, and not from any mea ning inherent in th e individu al components
themselves. Let me say th at aga in , bcca u c it's a rucial poin t : symme tr y generates

meaning in any part icular work of art by virtue of the network of relationships
among its constituent parts, rather than by virtue of the subject matter of those
parts. For th at reason, we can apply the adjective "symmetrica l" to widely disparate works. Brama nte's floor-plan for St. Peter's in Rome is unquestion ably
symmetrical, as we can see in Figure 1. But also symmetrica l, for examp le, are
Raphael's Holy Family, a madriga l by William Byrd, and Spenser's Shepheardes
Calender. Eac h is composed of quasi-autonomous parts that interre late in detectab le ways to produce meaning .
Symmetry as an est hetic criterion is strongly condit ioned by the preva il ing
world-view in any period, by what is taken to be ultimate reality and by the way
we might gain knowledge of that rea lity . Esthetics is a by-product of cosmo logy
or, to say the same thing mo re gracefully, art holds the mirror up to nature. A
structuralist would say that the cosmology of a culture is a code which the artist
man ipulates to generate his meaning. In any case, I should like now to consider
how the concept of symmetry is exemplified in two quite distinct - we might even
say opposing - systems of esthetics, derived from two antithetical cosmologies.
I should like to counterpose the esthetics that developed in the age of empiricism
against the medieval esthetics t hat developed from the thought of St. August ine .
And then I shall look at what happen ed to the concept of symmetry in the trans ition perio d between these two disjunctive systems, when Re naissance neoplaton ism
served a mediating function between medieval Christianity and modern phenomenalism. It was during this period that symmetry came to the fore as the major
esthetic concern.
The esthetics that developed after the so-called scientific revolution of the
seventeenth century derived from a world-view that places ultimate reality among
physical objects. It is positivistic and phenomenalistic; it assumes that only physical objects are real and that phys ical objects may be known by their pa lpable
phenomena. In this system, the iden tity of an object resides in its co ncrete thingness, while our knowledge about it is confined to what we can gather from observation of it. The art object is divorced from the viewing subject.
In such an esthetics, it is evident that symmetry, lik e all ot her qua lities, must
be a sense datum - that is, a quality of the extended structure of the object which
is transmitted to our sense faculties. Symmetry appears at the surface of the object
almost, is extrinsic to it. To d iscern symmetry of this sort, we look for relationships between the material parts of the object and attempt to abstract a spatia l
pattern. We designate a center or axis or some other fixed position of reference,
and we plot distances from there. This sort of symmetry is perceptible as a quantifiab le phenomenon in an extended object.
Today, despite the fact that objectivism has been challenged by subjectivism,
we are still strong ly conditioned by the empirical impulse. We therefore have
difficulty when faced with works of art which owe allegiance to other systems of
esthetics. In · contrast to symmetry as sense datum, however, a qu ite different concept of symmetry arose from the preva lent medieval est hetic . In that system,
symmetry is an informi ng pr inc iple working from within rather than an external
structure apparent from without. In this case, symmetry is anterior to the art
work , an insubstantial form which is independent of matter and which maintains
an existence in some realm other than our phenomental world. In Platonic ph ilosophy, it's an "idea" existi ng in the realm of essences. The Gree k word idea,
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of course, means "form." St. Augustine, co nfl ating Pl atonism and Christianity,
situated the idea of symmetry in the mind of God. For Augustine, it was very
much like the idea of cosmos, the archetypal pattern for creation.
The idea of symmetry, however, though an insubstantial form, may permeate a
quantity of matter, thereby rendering the form substantial , and consequently
palpable to our senses. In this way, symmetry can be an informing principle. It
imbues chaotic matter, endowing it with form from the inside, and thereby giving
it definition to become an object. Still, the essence of the object is its form, this
internal symmetry which is subliminal, below the level of sense perception, and
therefore not subject to quantification. It is intelligible to the intellect rather
than palpable to the senses.
An example at this point may be helpful, so let me ta ke a simple one from
literature. Suppose a poet wanted to express the idea of th e felix cu/po, with its
fall from innocence to degradation , th en its rise as a result of divine intervention,
and finally its resting place among the etern ally elect in the presence of God.
This pattern, hardly quantifiable or even palpable, would be his idea or form. To
ex press it, though , he would compose a narrative informed by this idea of the
fortunate fall. Using the actions of cha racte rs in a setting, he would create a
fictive world that would simulate the illusion of being sense perceptible. He would
simulate coordinates of space and time through which his characters seem to move .
The result could be Dante's Divina commedio, with its leisurely journey through
Hell and Purgatory to Paradise . Or the result could be the first book of Spenser's
Faerie Queene, which shares the same deep structure of the fe/ix culpa, made manifest as a surface structure in the quest of Red Crosse Knight and his experience
with Una and Duessa and Prince Arthur, finally arriving atop the Mount of Contemplation from whence he sees in the distance the New Jerusalem. Because we're
so strongly conditioned by empiricism, we tend to spatialize the fortunate fall and
visualize it as a down, a nadir, and then an up, until it disappears from sight. But
of course it shouldn 't be turned into palpable phenomena except as a recogni zed
fiction. It shouldn't have temporal duration any more than it should be extended
in space. All its parts are co-temporaneous, a pattern of divine grace which persists continuously in the mind of God.
To this point, my purpose has been to draw a sharp distinction between medieval esthetics and modern esthetics, and I've tried to contrast them as sharply as
possible. I've characterized symmetry in one system as an extended structure
apparent from the outside, an external sense datum ; in the ear lier system, symmetry is a form permeating from within, an idea availab le to the mind a lo ne. I
should like to suggest, however, that at the end of t he fifteenth century a~d into
the sixteenth, as the medieval esthetic deteriorated and a new esthetic emerged,
there were a few decades when a distinctive esthetics held sway, anesthetics that
managed to hold in precarious balance the te nets of both the medieval and the
modern systems that I have described. Symmetry is the touchstone of this renaissance esthetics - a symmetry that is both sense datum and informing principle.
This grand synthesis was achieved by very sim ple means: by a new attention
to geometry. Starting with Alberti, who wrote his Ten Books of Architecture
about 1450, renaissance theorists recognized the inhere nt ambivalence of a geometrical figure and capitalized upon it. A circle drawn on a page, for examp le,
is a palpable object with quantificable dimensions. We perceive it with our senses,
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and we can measure its diameter and its circumference. It's a particul ar circle.
Nonetheless, even though it is a particular circle, and even though it has ad mitted
imperfections and therefore is not a perfect circle, the figure also conveys the idea
of circularity . It represents the ideal circle. In geometrica l proofs, it serves just
such a purpose. A geometrical figure, then , provides a bridge between the realm
of physical shapes and the realm of ideal forms. It is both a sense datum and potentially an informing princip le. By exploiting this ambiva le nce of the geome tr ical
figure, renaissance art ists devised an esthetics that likewise binds together both
the sense perceptible and what is intelligible to the mind .
The difference between medieval esthetics and Renaissance esthetics is most
strikingly demonstrated by the difference between the medieval cathedral and the
renaissance church . The floor-plan of the medieva l cat hedra l follows the form of
the Roman cross, the cross on which Christ died, with a long nave, a shorter choir,
and a transept. It is form expressed by symbo lism rather than by narrative fiction that is, the idea is made manifest through the conventional meanings of the cross
rather than by means of a story. Nevertheless, this form of the church, a reminder
of Christ's passion and resurrection, is the cohesive principle that holds the multifarious parts together . There is, however, no one vantage point from which the
entire plan is visible. In fact, quite the opposite: except for an upward thrust,
the visitor's eye is invariably thwarted - by screens and massive pillars and incidental chapels and a welter of miscellaneous decoration . Furthermore, the visitor
is shunted into side aisles of the nave and made to walk under low vaulting, so that
his route is likely to be errat ic rather than firmly directed. The symmetry he feels,
and we do not intuit symmetry in the great cathedra ls, comes from our preconception that the cathedral at basis repeats the form of the Roman cross with its
implied meanings about the crucifixion and t he subsequent ascent to heaven. But
this form and its symmetry are concealed rather than flaunted.
In some med ieval churches there is an effort to confirm the idea of the Roman
cross through number symbolism, rather like Dante restating his form in an int ricate system of numbers with symbol ic significance. Certa in numbers carried secondary mean ings; for obvious examples, three, being a trinity, signified the Deity,
and four, being the number of the elements, signified the ' sublunary world . Since
the medieval church was built bay by bay, it was a simple matter to constru ct
various segments of the church to represent whole numbers and thereby to convey
the symbolic significance of those numbers. For instance, according to these co nventions we might construct a church with a significant floor-plan such as that
depicted in Figure 2 . The nave would consist of four bays; since four represents
the mortal world of t he e lements, such a nave is the appropriate place to accommodate the co ngregation. The transept of our church would consist of three bays,
representing of course the Trinity; while the choir would be a single bay representing the Deity as the most high One. If we add together these constituent parts we
come to a total of eight, the number of bapt ism and salvation, a most suitable outcome for t he meaning of our ch urch. And the worshipper, as he enters the West
door and approaches the altar, actualizes in a quasi-spatial way the idea of leaving
this world behind and app roaching heaven. The church is planned to aid his meditation on this form.
But notice that in this example, even though based on a mathematical arrangement, meaning is generated by arithmetic rather than geometry. Meaning is cum4

ulativc rather than relational. It arises from adding together the number symbolism
of four and th ree and one to reach a total of eight. Meaning does not arise from
the relationship between the parts, for example from the re lation between four
and three, a ratio that in music produces the harmony known as the fourth.
For the Renaissance church, though, geometry rather than arithmetic is the
operative mathematical science. Figure 1, the floor-pla n for St. Peter's proposed
by Bramante, is a clear exam ple of how important geometry had become by the
beginning of the sixteenth century. The design is an intricate composite of circles
and squares and octagons and rectangles and semi-circles. Measurement is not by
numbers with symbolic meanings, but rather by relationships between circ le and
square ; the motif of a circ le inscribed within a square is used repeatedly. Furthermore, relationships are expressed as the ratios between whole numbers, so that
they correspond to the intervals of the eight-note musical scale. In fact, all is proportionate. Evident at every turn are explicit ratios of two to one, the octave, and
of three to two, the fifth, and of four to three, the fourth. Alberti had been dogmatic on this point : the proportion between the length and width and height of a
room must be in accordance with ratios between whole numbers, he says, and later
theorists reiterated his rules. As a result, in Bramante's design the large rectangular
rooms that comprise the arms of the cross are exactly twice as long as they are
wide. They represent an octave, or, to use the Renaissance term , a "diapason."
In Bramante's scheme, then , there is stil l symmetry as an informing principle, but
symmetry that has been made exp licit - indeed, obtrusively apparent. The Roman
cross of the medieval cathedral has been replaced by a Greek cross because the
symmetry of the eq ual arms of a Greek cross is immediately palpable to the senses.
Symmetry is not concealed, as in the medieval cathedral, to be intuited, to be discerned by intellection. It is openly stated and insistently confirmed by a series
of symmetrical patterns inhering in the larger cross. And standing in the center of
this central ly planned church, the viewer sees it all at once, with himself as the
focus.
If we ask why this change occurred at this particular moment in our cultural
history, the answer lies, I think, in the new purpose to which art was directed .
The reason for this change has its source in humanism . The medieval cathedral was
aimed at the glory of God, and symmetry was conceived in terms that would be
acceptab le to Him, seen sub specie aeternitatis. But in the Renaissance, with man
as the measure of the universe, works of art were prepared for his perusal, and
therefore, since human faculties of perception are limited, the symmetry must
be inescapably evident to mortal senses. Man is the subjective center of the world
and its data must be directed toward his understanding. As a means to this end,
the Renaissance artist discovered perspective, just as the natural philosopher discovered empiricism.
In the Renaissance church, then, symmetry verges toward sense datum, though
the orthodox world-view that places ultimate being with God is still respected.
If symmetry becomes wholly phenomenal, it loses meaning and becomes purely
sensual, perhaps even anti:religious. So the Renaissance artist recoiled from his
propensity to appeal primarily to our senses; and at least the more orthodox
drew back to an esthetic that, while it acknowledged the need for symmetry to be
sense-perceptible, nonetheless insisted upon a symmetry that was rigidly formal
in the image of God, or perhaps in the image of God's creation, the cosmos. Hence
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the studied geometry of Renaissance artists - poets, I would say, as well as architects and painters and musica l composers. Form is still the principle of art, but it
is form made insistently palpable for the benefit of human consumption. Symmetry becomes the sine qua non for art, almost a synonym for beauty.
So this sort of geome t rical symmetry was both substantial and insubstantial,
both particular and idea l. Be cause it permitted this intercourse between the
physical world and the spiritual world, the artist could endow his work with a
rich complex of ancillary meanings. He could include the full range of creat ion,
from lowest stone at the bottom of the scale to the most high in heaven . The
work of art, in fact, was often meant to be just such a microcosm, representing
in smal l the opulent fu llness of the universe .
An example of such a complex can show how strongly the imp licit meanings
of symmetry support the exp licit intention of the artist. My choice of example is
the Medici Chapel in the Church of San Lorenzo in Florence, a much-acclaimed
masterwork designed by Michelangelo, who began his plans for the Chapel in
1519. It was comm issioned as a mausoleum for the younger generation of the
Medicis, most immediate ly for two minor members of the family, Giuliano, Duke
of Nemours, and Lorenzo, Duke of Urbino (not, incident ly, Lorenzo the Magnificient). I reproduce a sectional drawing of it as Figure 3, though I think most of
you are already familiar with this building. It contains the famous pair of sarcophagi, each surmounted by two figures carved by Michelangelo, and together
the four figures depicit the times of the day : on one sarcophagus is a fema le
figure representing Dawn and a male figure representing Dusk, while on the other is
a male figure representing full Daylight and a female figure representing Darkness.
This Chapel has been much discussed by art historians; its genesis and construction
are well documented. However, no one, I believe, has ful ly recognized the im portance that symmetry plays in its meaning.
To scan the major features of the Chapel, it has a square floor-plan surmounted
by a cupola, as you can see from Figure 4. And more about that in a moment .
What I should like to look at first, however, is Figure 3, a sectional drawing of one
wal l - actually, the wall at the top of the floor-plan in Figure 4, though all four
walls are identical, except for the statuary and the opening of the sanctua ry at the
left. This wall, as you can see in Figure 3, is divided by strong moldings into three
definite strata of increasing simplicity a.s they ascend; and the coffered cupo la, a
perfect hemisphere, is at the top . The sarcophagus with its figures of Darkness
and Daylight is at the bottom, presided over by the funerary statue of Giuliano;
and there is a clear in tention to see the cupola as the underside of heaven . By t he
articulation of part, however, and by their interrelation to form a whole - that is,
by means of symmetry - Michelangelo makes a much more sophisticated statement than that.
Note again that the wall is a three-tiered structure, and remember that this
division into three parts is continued all the way around the room by the horizontal moldings, so we have a three-d imensional volume rather than merely a flat
wall. Someone inside the room is very much aware of this three-layered arrangement with the cupola arching overhead far above. As an analogue to what this
structure means, we can look at Figure 5, a woodcut from a book published in
1512 by Charles de Bouelles (perhaps better known by his Latin name, Carolus
Bovillus). This woodcut depicts one of the most common descriptions of the
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universe, a construct of three layers : at the bottom is the sensibilis mundus, the
palpable world of the four e lements inh abited by creatures appropriate to each;
above that is the caelestis mundus, the celestial world of t he planetary spheres
wh ic h God the Son laid out (we ca n see Him at it) ; and above t hat is the intellect•
uolis mundus, t he non-corporeal world known by the intellect alone w here the
ange lic host resides. Surmounting the whole, and providing the context wherein
the other three layers subs ists, is of course t he Deity, the ultimate Being who paradoxically is both transcendent, above creation, and yet immanent, everywhe re
present within it.
But the symmetry of Michelangelo's room lies not alone in the obvious, visible
relationship of parts to whole that Bouelles's scheme disc loses. There is also here
a symmetry of non-corporeal forms, a more subtle symmetry that must be ap•
preciated by the m ind in contemplation. According to Bouelles's scheme, th e
universe is comprised of three strata : the world of the elements, the world of th e
planets, and th e world of the ange li c orders, all of whi ch consist in the single
being of the Dei ty. So within this system there is a mat hemat ical ambiguity.
We can say that it's a tri-partite system, emphasizing the th ree distinct la yers,
o r we can say that it has four parts, add ing the Deity to the three layers of creatures. Or we can say that it's unified by the immanence of God and treat it as a
single un it. In this system, then, the mathematical am bigu ity al lows an interplay
between four and three and one; there's almost an equivalence between these
three numbers. One, three, and four are the inform ing principles of this scheme,
mutual ly rein forcing one another, providing a symmetry of form wh ich becomes
apparent by inte llec tion. This sort of symmetry appeals to some faculty of com prehension other t han the eye.
Nonetheless, th is symmetry of form is made apparen t to the senses by the
geometry of the floor-pla n. The geometrical figure representing four is, of course,
the square, with all of its mu ltip le meanings deriving from the four elements, the
four bodily humours, the four seasons, and so on. The square floo r plan firmly
bases the Chapel in the mutable world of physical change - where the sarcophagi
stolidly reside. To move on, the geometrica l figure representing one is, of cou rse,
the circle, which is continuous a nd un iform. The circu lar ity of the cupola po ints
to the never-ending perfection of God. Because the Deity is not only One, however, but a lso a T rinity, t he circ le a lso represents the number three. So the mat hematical ambiguity of this scheme, the interchangeability of one and three and
four, is projected into a co rresponding image. It is made manifest by the con•
spicuous plan of inscribing a circle with in a squa re. There the inte rior symme t ry
of th is form is revealed by visib le geometry.
The interplay of circle and square, of course, is an old topos in geomet ry,
given forma l statement as t he problem of squaring the c ircle. Nicolas of Cusa
introduced this conundrum in to Renaissance thought, and afte r 1500 there were
severa l treatises dealing with it, notably one by Bouel les, aut hor of th e book from
which Figure 5 is taken. This topos, we shou ld recognize, is much more a metaphysica l problem than a geometrical one - or rat her, we should view it as a geometrical formulation of a primarily metaphysica l statement. The circle represents
the perfection of the incorrup tible realm inhabited by Platonic ideas and the
Christian God, the spiritua l world, while the square represents the imperfection of
the eleme ntary world. In consequence, the problem of squaring th e circle is ari
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attempt to explain the interaction between the mortal and th e d ivine. The usual
solut ion was to inc rease t he four sides of the square to an in fi nite numb er, so that
the discontinuity which occurs at the corners is removed. If the squa re is given an
infinite number of sides, there wi ll be no corne rs, t here will be no discontinuity,
a nd conseque ntly the square will be mad e a ci rcl e. Four wi ll become one, or
three, or one and three - a genuine paradox. T he mortal will be made divine . And
that, of course, was exactly the mean ing t hat Michelangelo wished to imply in his
Chape l, how those mortal Medicis could be reunited with God . . That 's a neat
trick , and Michelangelo, I'd say, pulled it off about as well as anyone is likely to.
By way of conclusion , I'd lik e to glance very briefly at one of the other arts,
literature, in order to suggest how this sort of geometrical symme t ry generates
meaning in the verbal medium. Of all the literary fo rms, the sonnet is the one
most dist inctively associated with th e Rena issance. It's not a c lassical form, but
rather had its ge nesis as well as its greatest vogue in the period we 're talking about.
And of course t he sonnet, at least as Petrarch estab lished it, wi th its interna l
arrangement of octet and sestet, sim ilarly displays a rat io of four to three. With •
in each Petrarchan sonnet taken as a uni t we observe an informing principle, a
similar symmetry of form, dependent upon the interplay of four and three and
one. Furthermore, as common ly observed , t he sonnet moves from the particularity of the octet to t he generality of t he sestet. So, as in Michelangelo's Chapel,
the movement is from finitude toward universali ty, toward etherealizatio n, toward
assimilation with the Deity. Petrarch felt compelled to acknowledge Laura's physica l attractions. Her beauty is palpable, but a lso he wished to make her, like Dante's
Beatrice, the inst rument of his salvation. In consequ ence, this t hrust of the sonnet
from four to three, from square to circ le, from eart h to heaven, is understandable,
almost inevitable. Perhaps Petrarch devised this innovative metrical pattern as t he
best means of expressing his ambiguous notion of Lau ra, and other sonneteers
followed his geometry of praise for the lady.
Wh en the Elizabethans, most notably Shakespeare, adapted the sonnet to their
own needs, t hey retained the explicit relationship between three and four and one,
although they a ltered Petrarc h's arrangement of octet a nd sestet. The usual Shakespearean sonnet has three quatrains and a concl uding couplet, a form ana logo us
to the tri-partite scheme of t he universe in Figure 5. I don't want to push t his
analogy too hard at this poi nt , because I've not had time to cons ider the matter
carefully - bu t it may not be too brash to suggest that th is might be t he normative from within which Shakespeare works his mu ltitude of rh etorica l variations.
This is the abiding absolute , this symmetry of the cosmos, and the individual sonnets are part ic ular expressions of it, capturing the ephemerality of passing events
and momentary feelings. Such a system of un iversa l and partic ula r wou ld fit
nicely with what Shakespeare has to say about time a nd our ind ividual pa rticipation in its perennial flux .
I' ll stop now, offering what I've said as suggestions only. But I hope that
1've indicated how symme tr y can have meaning. Symmetry, the co ncinnity of
parts, as Augustine put it, is a manifestation of beauty, a n image of t hat rational
beauty which God infused throughout creatio n, and therefore symmet ry, as
Ficino and his fellow neoplatonists a rgued, is a reflection of God's intentions
and attri butes. We respond to it intu itively, as one of His creatu res likewise endowed with symmet ry, in both body and mi nd . It's a sym pathet ic resona nce
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between the art work and the percipient. But for that very reason - because the
deep mean ings of symmetry cannot be actualized in precise and explicit terms the fine arts assume a unique impo rtance in our lives. In no other way do we have
access to those deep meanings. The arts, in the Augustinian tradition as the Florentine Academy adapted it, are our best hope of understand ing the ineffab le.
Figure 1
Figure 2

Figure 1. Bramante's floor-plan for
St . Peter's, Rome.
Figure 2. A floor-p lan determined
by number symbolism.
Figure 3. A sectio nal drawing of a
wall in the Medici Chapel, Florence.

Figure 3
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Figure 4.

Floor-plan of the Medici Chapel.

Figure 5. The tr i- partite universe of Pico (Charles
de Bouelles, Phys/corum elementorum ... //brl decem
!Paris, 1512], fol. 73).

Figure 5

DIV

INVS

Figure 4

10

